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Boston University College of Fine Arts 
School of Music 
presents 
'oston University Symphony Orchestra 
David Hoose and Sangwook Cho, conductors 
Thursday · 
September 29,2011 
2:oopm . 
Tsai Performance Center 
Founded in 1872, the School of Music combines the intimacy and intensity of 
conservatory training with a broadly based, traditional liberal arts education at the 
undergraduate level and intense coursework at the graduate level. The school offers 
degrees in performance, composition and theory, musicology, music education, 
collaborative piano, historical performance, as well as a certificate program in its Opera 
Institute, and artist and performance diplomas. 
Founded in 1839, Boston University is an internationally recognized private research 
university with more than 32,000 students participating in undergraduate, graduate, 
and professional programs. BU consists of 17 colleges and schools along with a number 
of multidisciplinary centers and institutes which are central to the school's research and 
teaching mission. The Boston University College of Fine Arts was created in 1954 to bring 
together the School of Music, the School of Theatre, and the School of Visual Arts. The 
University's vision was to create a community of artists in a conservatory-style school 
offering professional training in the arts to both undergraduate and graduate students, 
complemented by a liberal arts curriculum for undergraduate students. Since those early 
days, education at the College of Fine Arts has begun on the BU campus and extended 
into the city of Boston, a rich center of cultural, artistic and intellectual activity. 
Boston University College of Fine Arts 
School of Music 
Boston University Symphony Orchestra 
David Hoose and Sangwook Cho, conductors September 29,2011 
The 5th concert in the 2011-12 season Tsai Performance Center 
Franz Joseph Haydn Symphony No. 100 in G, "Military" 
(1732-1857) 
Bohuslav Martinu 
(1890-1959) 
Igor Stravinsky 
(1882-1971) 
Adagio; Allegro 
Allegretto 
Menuetto: Moderato 
Presto 
-Intermission-
Memorial to Lidice 
Symphony in Three Movements 
J=.160 
Andante 
Interlude: L'istesso tempo 
Con moto: Piu presto; Meno mosso; Alla breve; 
Agitato rna sempre l'istesso tempo 
David Hoose, conductor 
David Hoose is Professor of Music at the Boston University School of 
Music, where he has been Director of Orchestral Activities since 1987. 
Since 1984, Mr. Hoose has been Music Director of Cantata Singers & 
Ensemble, and since 1991, he has been Music Director of Collage New 
Music, which is celebrating its 40th year during the 2011-12 season. For 
eleven years, he was also Music Director of the Tallahassee Symphony 
Orchestra. 
Mr. Hoose is a recipient of the Ditson Conductors Award for the 
Advancement of American Music, Choral Arts New England Alfred 
Nash Patterson Lifetime Achievement Award, the Walter W. Naumburg 
Chamber Music Award (with the Emmanuel Wind Quintet), the 
ASCAP/Chorus America Award for Adventurous Programming (with 
Cantata Singers), and the Dmitri Mitropoulos Award at the Berkshire 
(Tanglewood) Music Center. His recording of John Harbison's Mottetti 
di Man tale, with Collage New Music, was a Grammy Nominee for Best 
Recording with Small Ensemble. His recordings appear on the Albany, 
New World, Koch, Nonesuch, Composers' Recordings (CRI), Delos, 
Arsis, GunMar, and Neuma labels. 
·. Mr. Hoose has appeared as guest conductor with the Chicago 
Philharmonic, Singapore Symphony, Korean Broadcasting Symphony, 
Saint Louis Symphony, Utah Symphony, Quad City Symphony 
Orchestra, Orchestra Regionale Toscana (Italy), Boston Symphony 
Chamber Players, Handel & Haydn Society, and numerous times 
with Emmanuel Music. He has also conducted the Manhattan School 
Chamber Sinfonia Eastman School of Music's Kilbourn Orchestra, 
Musica Nova and Philharmonia, the University of Southern California 
Symphony Orchestra, New England Conservatory's Symphony 
Orchestra, Wind Ensemble and Contemporary Ensemble, and the 
Shepherd School Symphony Orchestra. 
David Hoose studied composition at the Oberlin Conservatory 
with Walter Aschaffenburg and Richard Hoffmann, and at Brandeis 
University with Arthur Berger and Harold Shapero. He studied horn 
with Robert Fries (Philadelphia Orchestra), Barry Tuckwell, Joseph 
Singer (New York Philharmonic), and Richard Mackey (Boston 
Symphony Orchestra), and conducting with Gustav Meier at the 
Berkshire (Tanglewood) Music Center. 
Sangwook Cho, conductor 
Sangwook Cho has earned the Bachelor of Music degree in music 
composition from Seoul National University in Korea and he received 
his Master's degree in orchestral conducting from University of · 
Illinois at Urbana-Champaign where he studied with Donald Schleicher. 
I:Ie is currently a first-year DMA student of Professor David Hoose. As 
a composer, he has won a prize in the Dong-A music competition in 
Seoul. He guest-conducted orchestras including Seoul National 
University Philharmonic Orchestra and Yonsei University Medical 
School Orchestra. He has participated in conducting workshops 
including Korean Conductors Association Workshop in Jeju, Korea and 
the International Conducting Workshop and Festival in Zlin, Czech 
ublic . 
.. 
Program Notes 
Symphony No. 100 in G, "Military" 
Franz Joseph Haydn 
Haydn's "Military" Symphony was composed for two each of flutes, oboes, 
clarinets, bassoons, horns, and trumpets, a pair of timpani, a full complement of 
strings, and three percussionists playing triangle, cymbals and bass drum. The 
first performance was in London on 31 March 1794. 
Franz Joseph Haydn's symphonies are a wonder, not one without at 
least one very special movement, most thrilling for their entirety, and 
many inspired to brilliance and profundity at every turn. As a daunting 
collection (more than 104), they almost make the Mozart symphonies 
p e-only the "Jupiter" has a consistent sophistication, emotional 
and vigor to match that of more than about twenty-five of the 
o der composer's symphonies. No doubt, these are heretical words, but, 
to be fair, one could easily say that Mozart's operas can make Haydn's 
fascinating, beautiful, yet often inert operas seem rather redundant. 
Further, Haydn's relatively few concertos pale next to Mozart's-
particularly the piano concertos and the clarinet concerto. Each 
composer had his metier, and Haydn's was the symphony (and the string 
quartet and the oratorio). 
It is for the alert listener that Haydn's music, especially his later music, 
really soars. The key word is "alert," for the music's unusual shapes and 
phrase lengths, juggled sequences of material, thwarted expectations, 
and unanticipated eruptions are so suavely folded into the large design 
that their irregularities can raise nary an eyebrow. This is delicious music 
clothed in an irresistible veneer, the late symphonies an elaborate world 
that does amazing things without showing anything of how they're 
being done. 
Haydn, on looking at the music of a younger composer (not Mozart's), 
observed that, while the ideas were solid, the composer didn't 
understand musical proportions. Some things were too long, some toe, 
short; the music didn't know when to stay or when to move on. It was 
in this world of timing-finely tuned, calculating, yet seemingly free 
timing-that Haydn came to shine. Even the rambunctious music, music 
suggestive of a peasant dance or of simple folk music, finds life in an 
incredibly skilled and sly manipulation of the listener's expectations. 
Even when the music turns sill~ well, it's not really silly at all. Witcy, 
though, it is. Often, his most light-hearted music turns inward, and 
he seems to be reminding us of that, "You thought I was just kidding, 
but-see-I was really quite serious!" In his later music, Haydn's every 
musical thought is elegant in its intricacy, energetic in its lyricism, 
gratifying in its virtuosi~ and comforting in its adventure. In the 
· presence of this subtle and intricate world, all other music seems to 
evaporate. 
Beginning in 1791, Haydn, mature and quite famous, paid two extended 
visits to London. By the time he left four years later, he had composed 
some of his most impressive and profound works, including twelve 
grand symphonies. Among them were some of that, promoted in part by 
their adopted nicknames ("Surprise," "Military," "Clock," "Drum-Roll"), 
have been beloved ever since. 
His 101st symphony, completed in 1794, shares a sonority with the 
nine other symphonies he wrote in G major, the bracing sound of ope~ 
strings, bright flutes and oboes, high-pitched horns, and the absence-
except in the second movement-of clarinets contributing to the music's 
gleam. The first movement's introduction captures all of the characters 
to follow-drama, spaciousness, nobility and, of course, wit-but 
nothing in the entire movement, except for the timpani's premonition 
in the introduction and passages of stormy, proto-Beethoven music in 
the development, suggests anything of the symphony's subtitle. The 
fresh invention thrills, malleable ideas fascinate, and the unpredictable 
phrase lengths delight. Everything breathes with natural poise. Even the 
stunning two measure silence that begins(!) the development seems, on 
the quickest reflection, absolutely right. 
The second movement, a reworking of an earlier concerto for lyre 
organizza (a sort of hurdy-gurdy with built-in organ) introduces the 
clarinets, more a military instrument than the suave one that it can be 
today, or even the orie that Mozart would come to love. The wind band, 
now complete, is perfect for the aristocratic, stately march. Not until 
1 middle of the movement do the percussion-triangle, cymbals and 
..., s drum-appear, but still the music remains more ceremonial than 
military. Finally, in the shadow of two lurking, ominous phrases, the 
trumpets call forth with a growly call to arms, the timpani abruptly 
rises up, and the entire orchestra careens into dark, terrifying territory. 
After the second performance in 1794, a writer for the London Morning 
Chronicle wrote in rather purple prose, "The sounding of the charge, the 
thundering of the onset, the clash of arms, the groans of the wounded, 
anti what may well be called the hellish roar of war increase to a climax 
of horrid sublimity!" All gives way, though, and the symphony's 
namesake returns to its procession of shiny buttons and colorful 
epaulets. 
The minuet, a rough-hewn and weighty dance riudged this way and that 
by out of step feet, gives way to a butterfly-light trio whose elegance is 
interrupted only once-perhaps the crude dancing of drunken soldiers. 
The whirlwind last movement, with its unpredictable excursions, 
perhaps covers the Symphony's widest emotional range, from angry fist-
shaking to giddy laughing. When the percussion cannot resist getting 
into the action, it's clear, however, that we're rushing home, headlong 
and full of joy. 
-David Hoose 
Memorial to Lidice 
Bohuslav Martinii 
Martinu's Memorial to Lidice is scored for three flutes, two oboes, English horn, 
three clarinets, two bassoons, four horns, two trumpets, three trombones, tuba, 
harp, piano, timpani, bass drum, cymbals, and tam-tam, and strings. 
Individuals react to the physical and emotional devastation of war in 
many different ways. Composers may write rousing patriotic music 
for the populace at large, or marches to stir both soldier and civilian. 
Sometimes, however, they write works that confront directly the events 
and images of the war, or that explore the feelings provoked by war's 
horror. Bohuslav Martinu's Memorial to Lidice, like Stravinsky's Symphony 
in Three Movements, reacts specifically to the Second World War. 
When Martinu fled the Nazi invasion of Czechoslovakia, he went 
first to Paris and later, as the war progressed, to the United States. 
He was in Darien, Connecticut in the summer of 1943, when news 
arrived of the annihilation of the Czech village of Lidice by Nazi forces. 
In response, he composed Pamcitnik Lidicim (Memorial to Lidice), a 
musical memorial specific to that devastating massacre, and powerful 
enough to stand for all such moments. The New York Philharmonic 
gave the first performance of the work at Carnegie Hall on 2 October 
1943, in commemoration of the 25th anniversary of the Republic of 
Czechoslovakia. 
Symphony in Three Movements 
Igor Stravinsky 
-Katherine Meifert, ed. D. Hoose 
One of Stravinsky's three symphonies (Symphony in E-Jlat and Symphony in 
C being the others, the Symphonies of Wind Instruments not really being a 
symphony in conception), the Symphony in Three Movements was written for 
large orchestra, though not nearly as large as his early ballets: three flutes (one 
doubling on piccolo), two oboes, two clarinets, bass clarinet, two bassoons and 
contrabassoon, four horns, three trumpets, three trombones, tuba, timpani, ba" 
drum, harp, piano, and string sections from which numerous solos are drawr 
Much of Stravinsky's music gives the strong impression that it has no 
ancestry, that it came from a mind unencumbered by tradition, recent 
or ancient, Russian or otherwise. It is as if he invented music. No other 
) 
music, save that of Claudio Monteverdi from three-and-a-half centuries 
~arlier, seems so clearly to have shot out of nowhere. Arid few of 
Stravinsky's works demonstrate this idea more dramatically than the 
Dionysian-rather than Apollonian-Symphony in Three Movements. 
Every razor-sharp gesture, every sparkling idea, from the first 
tumultuous eruption to the sputtering, mechanistic dancing of the last 
pages, is not just original, but unprecedented. Is there any music that 
starts with such ferocious energy and then can tum up the temperature 
still more? From what other mind could the excited, jerky music of the 
first movement-at the same time full of propulsion and completely 
static-have come? Who else would have had the very strangely 
sardonic idea of beginning the third movement fugue with the pairing of 
bone and piano, each taunting the other with snide dissonances? 
The visceral energy and freshness of the music are, however, only the 
most obvious qualities, ones that hook us and pull us·in to layers of very 
powerful feeling. (See: Haydn) The range of emotion in the Symphony 
in Three Movements, from breathless terror to giddy joy, is inescapable, 
and it flies in the face of the composer's disingenuous claim that music 
meant nothing except itself. He composed this music between 1942 and 
1945, at the height of the Second World War and, hy his own reluctant 
and uncomfortable admission, was responding to the stormy events of 
the day. In Dialogues, Robert Craft asks the composer, "You have at times 
referred to your Symphony in Three Movements as a 'war symphony.' In 
what way is the music marked by the impression of world events?" 
Stravinsky responds at length: 
I can say little more than that it was written under the sign of them. 
It both does and does not 'express my feelings' about them, but I 
prefer to say only that, without participation of what I think of as 
my will, they excited my musical imagination. And the events that 
thus activated me were not general, or ideological, but specific: each 
episode is the Symphony I slinked in my imagination with a concrete 
impression, very often cinematographic in origin, of the war. 
e third movement actually contains the genesis of a war plot, 
though I recognized it as such only after the composition was 
completed. The beginning of the movement is partly and in some-to 
me wholly inexplicable-way, a musical reaction to the newsreels 
and documentaries I had seen of goose-stepping soldiers. The square 
march beat, the brass-band instrumentation, the grotesque crescendo 
in the tuba, these are all related to those repellent pictures. 
Though my impressions of world events were derived largely from 
films, they were also rooted in personal experience. One day in 
Munich, in 1932, I saw a squad of Brown Shirts enter the street below 
the balcony of my room in the Bayerische Hof and assault a group 
of civilians. The civilians tried to protect themselves behind street 
benches, but soon were crushed beneath these clumsy shields. The 
police arrived, eventually, but by then the attackers had all dispersed. 
That same night I dined with Vera de Basset and the photographer 
Eric Schall to a small Allee restaurant. Three men wearing swastika 
armbands entered the room, and one of them began to talk 
insultingly about Jews and to aim his remarks in our direction. 
With the afternoon street fight still in our eyes, we hurried to leave, 
but the now shouting Nazi and his myrmidons followed, cursing 
and threatening us the while. Schall protested, and at that they 
began to kick and to hit him. Miss de Basset ran to a comer, found 
a policeman, and told him a man was being killed, but this piece of 
intelligence did not rouse him to any action. We were rescued by 
a timely taxi, and though Schall was battered and bloody, we went 
directly to a police court where the magistrate was as little perturbed 
with our story as the policeman had been. 'In Germany today, such 
things happen every minute,' was all he said. 
To return to the plot of the movement, in spite of contrasting episodes 
such as the canon for bassoons, the March music is predominant until 
the fugue, which is the stasis and the turning point. The immobility 
at the beginning of this fugue is comic, I think-and so, to me, 
was the overturned arrogance of the Germans when their machine 
failed. The exposition of the fugue and the end of the Symphony 
are associated in my plot with the rise of the Allies, and perhaps the 
final, albeit rather too commercial, D-flat sixth chord-instead of the 
expected C-tokens my extra exuberance in the Allied triumph .... 
[The rhumba-like rhythmic figure of the third movement] was 
associated in my imagination with the movements of war machines. 
The first movement was likewise inspired by a war film, this time 
a documentary of scorched-earth tactics in China. The middle 
part of the movement-the music for clarinet, piano, and strings, 
which mounts in intensity and volume until the explosion of the 
three chords at No. 69-was conceived as a series of instrumental 
conversations to accompany a cinematographic scene showing the 
Chinese people scratching and digging in their fields. 
The formal structure of the Symphony-perhaps "Three Symphonic 
Movements" would be a more exact title-exploits the idea of 
counterplay between several types of contrasting elements. One such 
contrast, the most obvious, is that of harp and piano, the principal 
instrumental protagonists. Each has a large obbligato role and a whole 
movement to itself and only at the turning-point fugue, the queue de 
poisson of the Nazi machine, are the two heard together and alone. 
He concludes by trying to pull back from his near admission that music 
could mean more the dots on the page, and that it could even, on its own 
its, provoke feelings: 
But enough of this. In spite of what I have said, the Symphony is not 
programmatic. Composers combine notes. That is all. How and in 
what form the things of this world are impressed upon their music is 
not for them to say. 
Stravinsky completed The Symphony in Three Movements two months 
after the end of the War, and it was the first work he finished after being 
naturalized as a United States citizen. He conducted its first performance 
in June, 1946, with the New York Philharmonic. 
-David Hoose 
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Chen-Ti Lin Kai-Chien Yang 1\ Wei-Chen Lin-
CarmenAng Robert O'Brien * 
AshleyNg English Hom Michael Roberts 1\ 
Kendra Lenz Nathan Swain 
Percussion 
Viola Clarinet Kyle Britewell-
Hye Min Choi, principal Ismail Akmuradov 1\ Wei-Chen Lin 
Anna Griffis Kaitlin Pucci * Robert O'Brien 
Ymg-Chen Tu Brad Whitney Michael Roberts* 
Evan Perry Xingxing Zhai - Daniel Vazzolo 1\ 
Grace Kennerly 
Oliver Chang Bass Clarinet 
Young Sin Choi Kaitlin Pucci Ensemble Managers 
Christopher McClain Nikoma Baccus 
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Gracie Keith Megan Marranca -
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Elizabeth Ostling flute 
Andrew Price Oboe 
Ken Radnofsky sa:ropho11e 
Richard Ranti bassoo11 
Thomas Rolfs trumpet 
Mike Roylance tuba 
Matthew Ruggiero 
bassoon 
Eric Ruske lrom • 
Robert Sheena 
E11glishhom 
Thomas Siders trumpet 
Ethan Sloane darillet• 
Jason Snider lwm 
Samuel Solomon 
percussion 
James Sommerville hom 
Linda Toote flute • 
PIANO 
Anthony di Bonaventura • 
Maria Clodes-Jaguaribe • 
Gila Goldstein 
Linda ]iorle-Nagy 
Michael Lewin 
Sergey Schepkin 
Boaz Sharon • 
COLLABORATIVE PIANO 
Shiela Kibbe • 
Robert Merfeld 
ORGAN 
Nancy Granert 
Peter Sykes • 
VOICE 
Michelle Alexander • 
Michael Beattie 
Penelope Bitzas • 
Sharon Daniels • 
james Demler • 
Gary Durham 
Phyllis Hoffman • 
Matthew Larson 
Betsy Polatin (theater) 
Bonnie Pomfret" 
jerrold Pope • 
Andrea Southwick 
Maria Spacagna 
SCHOOL OF MUSIC PRODUCTION DEPARTMENT 
]. Casey Soward, Manager of Production and Perfonnance 
Michael Culler, Head Recording Engineer 
Diane McLean, Stage Manager 
Shane McMahon, Recording Engineer 
J:'l-- · Dawson II, Sclteduling and Programs Coordinator 
ssa, Librarian 
Snow, Keyboard Teclmician and Restoration 
COLLEGE OF FINE ARTS ADMINISTRATION 
Benjamin juarez, Dean, College of Fine Arts 
Robert K. Dodson, Director, School of Music 
Jim Petosa, Director, School of T1teatre 
Lynne Allen, Director, School of Visual Arts 
HISTORICAL 
PERFORMANCE 
Aldo Abreu recorder 
Sarah Freiberg Ellison 
cello 
Laura Jeppesen 
viola da gamba 
Christopher Krueger 
Baroque flute 
Catherine Liddell/ute 
Martin Pearlman 
Baroque ensembles • 
Robinson Pyle 
11atural trumpet 
Marc Schachman 
Baroque oboe 
Aaron Sheehan HP voice 
jane Starkman 
Baroque violirz, viola 
Peter Sykes ltarpsicltord • 
MUSICOLOGY 
Marie Abe• 
Victor Coelho • 
Steven Cornelius • 
Sean Gallagher 
Brita Heimarck • 
Lewis Lockwood 
Thomas Peattie • 
joshua Rifkin • 
Andrew Shenton• 
jacquelyn Sholes 
Patrick Wood Uribe• 
Jeremy Yudkin • 
COMPOSffiON 
AND THEORY 
Brett Abigana 
Vartan Aghababian 
Martin Amlin • 
Deborah Burton • 
justin Casinghino 
Richard Cornell • 
joshua Fineberg • 
Samuel Headrick • 
David Kopp • 
Mary Montgomery Koppel 
Rodney Lister • 
KettyNez • 
Andrew Smith 
john Wallace • 
Steven Weigt • 
jason Yust• 
SCHOOL OF MUSIC 
Richard Cornell, Associate Director 
MUSIC EDUCATION 
Richard Sunbury • 
Susan Conkling • 
Diana Dansereau * 
Andre de Quadros • 
Jay Dorfman • 
Andrew Goodrich • 
Lee Higgins • 
RonKos• 
Warren Levenson 
Roger Man tie • 
Brian Michaud 
Richard Nangle 
Sandra Nicolucci • 
CONDUCTING 
David Hoose • 
Ann Howard Jones • 
Scott Allen Jarrett 
David Martins 
jameson Marvin, cltorallit. 
john Page, guest 
OPERA INSTITUTE 
Phyllis Curtin++ 
Sharon Dani~ls • 
Melinda Sullivan-Friedman 
Frank Kelley 
WiiJiam Lumpkin • 
jim Petosa 
Betsy Po latin 
Jeffrey Stevens • 
Nathan Troup 
Allison Voth • 
STAFF PIANISTS 
Michelle Beaton 
Eve Budnick 
Matthew Larson 
Phillip Oliver 
Lorena Tecu 
Noriko Yasuda 
Molly Wood 
Department Chairs 
represented in bold 
• full-time faculty 
++Emeritus 
SCHOOL OF MUSIC EXECUTIVE COMMITTEE 
Susan Conkling, Music Education 
Richard Cornell, Music Studies 
Robert K. Dodson, Director 
Phyllis Hoffman, Applied Studies and Performmtce 
Ann Howard jones, Ensembles 
David Kopp, Director. Graduate Studies 
Michelle LaCourse, Chair, Applied Studies 
Shaun Ramsay, Assistaut Director for Admissious and 
Student Affairs . 
john Wallace, Director Undergraduate Studtes 
BOSTON UNIVERSITY SCHOOL OF MUSIC 
UPCOMING EVENTS AND PERFORMANCES 
Tuesday, October 25, 8:00pm Boston University Symphony Orchestra 
David Hoose, conductor 
J. Strauss, Jr. Emperor Waltzes 
R. Strauss Death and Transfiguration 
Beethoven Symphony No. 7 in A Major 
Tsai Performance Center 
Thursday, October 27, 8:00pm Boston University Chamber Orchest a 
John Page ' 
Konstantin Dobroykov, conductors 
Part Cantus in Memory of Benjamin Britten 
Bartok Divertimento for Strings 
Schubert/Mahle:r Quartet in D minor, "Death and the Maiden " 
Concert Hall 
Concert Hall, 855 Commonwealth Avenue 
Tsai Performance Center, 685 Commonwealth Avenue 
College of Fine Arts www.bu.edu/cfa 
